Chicago's name is not mentioned in the acknowledgements but I hasten now to add that she forced upon me the need to clarify how I critically approached a work of art before analyzing any individual artist, work, or sociological implication of either.
Having set up these statements I will begin with a definition of what I believe art and artistic activity to be. So that this paper does not become a purely subjective statement, I will rely on the judgement (who is much more sympathetic to the existence of feminine psyche) felt was inapplicable in its totality to the question of art:
The school of medical psychology inaugurated by Freud has undoubtedly encouraged the . . . historian to bring certain peculiarities of a work of art into relation with the inti mate, personal life of the artist. For it has long been known that scientific treatment of art will reveal the per sonal thread that the artist, intentionally or unintention ally, has woven into his owrk. The Freudian approach may, however, make possible a more exhaustive demonstration of the influences that reach back into earliest childhood and play their part in artistic creation . . . The difference is at most a question of degrees . . . The temptation to draw daring conclusions easily leads to flagrant abuses . . . The artist becomes a clinical case and the analysis has turned aside from its proper objective and strayed into a province that is as broad as mankind, that is not in the least specific of the artist and has even less rele vance to art.
This kind of analysis brings the work of art into the sphere of general human psychology, where many other things besides art have their origin. To explain art in these terms is just as great a platitude as the statement that 'every artist is a narcissist.
To further the analogy with this paper, female artists, because they are female, must deal with a feminine stereotype.
At this point, I hope it is clear that any analysis of the psychol ogy of artists and art will be Jungian in nature. Having taken a psy chological stance, I feel it imperative to set up certain critical cri teria. The following definition of "criticism" will again show why I find it impossible to deal with the question of women artists on the level of stereotypes of women. The objective theory of art, a critical system applied by M.H. Abrams, holds the work to be most significant as an object in itself, independent of the facts of its composition, the actuality it imitates, and its author's stated intention. In accord with the objective theory of art, Keats' term "negative capability"
further exemplifies my usage of the word "criticism." "Negative capa bility" was first applied by Keats to deal with the impersonal and universal aspects of Shakespeare. Since then the term has been applied to the qualities in an artist's work that enable him to avoid expressing in it the expression of his own personality.
These modes of criticism, and denial of stereotypes when applied to art are compatible with Jungian psychology:
The normal man can follow the general trend without injury to himself; but the man who takes to the back streets and alleys because he cannot endure the broad highway will be the first to discover the psychic elements that are waiting to play their part in the life of the collective. Here the artist's relative lack of adaptation turns out to his advan tage; it enables him to follow his own yearnings far from the beaten path, and to discover what it is that would meet the unconscious needs of his age.
This individual who discovers the collective and asserts it then gives birth to an autonomous object coming out of, in the language of analyti cal psychology, an autonomous complex. The individual artist therefore defines the collective whereas if the process is reversed the artist would be nothing more than what Jung refers to as the "normal man."
The plant is not a mere product of the soil; it is a living, self-contained process which in essence has nothing to do with the character of the soil. In the same way, the mean ing and individual quality of a work of art inhere within it and not in its extrinsic determinants. One might also describe it as a living being that uses man only as a nutri ent medium, employing his capacities according to its own laws and shaping itself to the fulfillment of its own cre ative purpose.Ĥ aving set up the artist as an authentic, and the work of art as autonomous, then the link between the object created and the act of creation is an autonomous complex.
Taking all these factors into consideration, it is easy to com prehend why the question of woman artist as separate from male artist would seem absurd to me. Viewing the art object as an autonomous structure, however, has nothing to do with the politics of the women's The ancient primordial motif of the bride dedicated to death, of 'death and the maiden,' is sounded. And we discern a central phenomenon of Feminine Matriarchal psychology . . . every marriage is an exposure on the mountain's summit in mortal loneliness, and a waiting for the male monster, to whom the bride is surrendered. When we concern ourselves with this profound mythological stratum, we must forget cultural forms and go back to the primordial phenomenon of the sexual encounter between them. Psyche is warned again by Amor as to the designs of her sisters;
he tells her that they will try to persuade her to see his face. Amor describes the second coming of the sisters in terms of violence;
"your kin and yet your foes; have put their armor on, having struck their camp, set the battle in array, and blown the trumpet blast . . . drawn the sword.The sisters have in actuality done no such thing, but they are described by Amor much like an army, a force, a movement.
Amor's fear is justifiable because this army in motion is to bring the lover of death and darkness into light. For Psyche this awareness is essential as it is for any woman if she is to come to an understanding of self. The sisters regardless of their dark designs are the first to awaken Psyche's curiosity, therefore they hold the key to her search and growth. Without them Psyche could never have questioned her given station.
Judy Chicago's awareness is brought to the front by the women's movement. In chapter eight of her autobiography Chicago deals with her search for archetypes; she finds one in Virginia Woolf whom she believes to be the first woman to articulate the feminine situation. Virginia
Woolf in looking for an historical archetype "(argued that the Bronte's notion of a 'small independence' was indeed the first step to personal freedom.)"^ The search for the archetypal sisterhood appears to be Uroboric.18
To return to the myth, Psyche is still playing the role of the woman in subjugation to the man, sexually charming her husband to her will and using tears as an effective weapon. Psyche manages to persuade
Amor to let her sisters come to visit her again. She does not under stand, (never having come in contact with the movement) Amor's point of view, promises not to divulge anything about him and he as usual gives in to her sexual charms.
When the sisters visit for a second time they question Psyche about
Amor, and Psyche unwittingly gives them a conflicting story to her first one. The sisters realize that either Psyche is lying or she does not know what her husband looks like. Being more worldly than Psyche they deduce from her situation and status that her husband is actually a god.
Psyche is pregnant when the sisters return for the third time.
Amor again tries to dissuade Psyche from seeing them, to no avail. In this visit the sisters tell Psyche that her husband is a "huge serpent with a thousand tangled coils;"19 They try to convince her that he plans to devour her with the 'ripe fruit' of her womb. "If the musical soli tude of this fair landscape, if the joys of your secret love still de light you and you are content to lie in the embraces of a foul and venemous snake, at least we your loving sisters, have done our duty."
Psyche falls into her sisters' trap, confesses that she does not know who her husband is, and asks for their help. The sisters are will ing to devise a plan, by which Psyche may see and kill her husband.
"Then Psyche -summoned all her strength, drew forth the lantern, and siezed the razor; a sudden courage displaced the weakness of her sex."
For the first time Psyche overcomes the mythical weakness of her sex, sees the light and as she sees, falls in love with love himself.
At this point in the story Psyche is more aware than she has ever been, at the same time she is more confused, and for the first time in a constructive mental darkness which she must overcome. 
